In 1798, Karl August Böttiger paid a nocturnal visit to the Gallery of Antiques in Dresden, illuminating the statues with a torch. At first glance, this seems to be yet another example of a popular practice for visiting galleries c.1800. Illuminating the sculptures by torchlight was a popular means of enlivening the objects, set in motion by the light flickering on their surfaces. The collections were thus meant to become a place where cold, white stone comes to life, and where the beholder becomes part of a revived antiquity.
Figure 1
Interior of the Dresden Gallery of Antiques, from Heinrich Hase, Verzeichniß der alten und neuen Bildwerke in Marmor und Bronze in den Sälen der Kgl. Antikensammlung zu Dresden (Dresden: Walther, 1826), frontispiece (photo: author).
At first sight, Böttiger found what he was looking for: "everything real is springing up animatedly." However, his grand expectations were soon to be disappointed. The effect of the illumination was not untroubled pleasure, but rather proved to be -as he wrote -
"enlivening and -dividing" (belebend und -trennend). The torchlight also illuminated what
Böttiger did not want to see, that which he considered not to be "real": "Even the untrained eye will recognize the sins of the restorers, the ignorance of Cavaceppi, or of even worse fellows." 6 The beauty of the antique, which Böttiger hoped to enliven by torchlight, was 6 Böttiger, Dresdner Antikengalerie, 1. It's an amusing footnote to our subject matter that, contrary to Böttiger, Bartolommeo Cavaceppi granted the Dresden collection, maybe not surprisingly, the highest praise. K.W. Dassdorf, estimating Cavaceppi to be "one of the greatest artist still alive," reported that he claimed that in Dresden he found "eine bewundernswürdige Menge von Statuen, Büsten, erhabenen Arbeiten, kurz mit Stücken vom höchsten Werthe," and he was apparently contaminated by later restorations. "All later patches appear ugly and crude"; 7 indeed, they kept Böttiger from experiencing the figures' living presence.
The effect of the torchlight was contrary to what was intended. The statues appeared "transfigured" only at the moment when the light of the torch hides more than it illuminates.
So it was in the case of an Aesculap (Fig. 2) , which did seem to begin to move when lit by the flame, but was beautiful and enjoyable only "because the spiritual torch illuminated only the beautiful upper parts of the figure, and cloaked the horror the restoration did to the drapery and discarnate extremities." 10 "Place the light on the ground so as to throw the shadows upwards, and the best piece of antique sculpture will become absolutely ludicrous; introduce it either from one side or the other horizontally, and the figure becomes lopsided and disproportioned." Pamphlets on English public works and engineering (s.l., 1800), 23. 5 H a n s C h r i s t i a n H ö n e s 6 " E n l i v e n i n g a n d -D i v i d i n g " 7 H a n s C h r i s t i a n H ö n e s 9 H a n s C h r i s t i a n H ö n e s Here, torchlight's enlivening effects actually appear to animate the statues. In fact, the late eighteenth century developed an array of possibilities for "animating" the antique. The presentation of sculptures on movable pedestals and, of course, the theatrical re-enactment of antique imagery, as practiced most famously by Emma Hamilton in her "'attitudes," are only two examples (Fig. 6) . 25 In both cases, the beholder remained more or less passive. By enlivening statues with torch in hand, he became something of an artist himself, some kind of new Pygmalion. For Böttiger, too, the idea of physical contact, or what Victor Stoichita called the "Pygmalion-Effect" (viz., the coalescence of the bodies), seemed to be the ideal.
He wished "to touch the flesh, to see whether it gives way to the pressure of my fingers." The main critique against the practice of "enlivening" statues by torchlight was that the sculptures seemed to become a bit too alive. A telling statement to this effect was made by Bonaventura in his "Nachtwachen." Here, the author describes how a group of young men approach a statue of Venus in torchlight and, subsequently kiss and caress the marble (a scene, again, resembling the paintings of Wright of Derby). Bonaventura's description of this event does not evoke a marvellous unification with the past but rather an uncanny conjuration of their ghosts. 27 In fact, the idea of enlivening images with artificial light seems to be closely related with much-criticized illusionistic practices such as the laterna magica and similar optical spectacles, often understood as devices of deceiving, especially indicted by Protestant authors claiming these practises were part of a corrupting Catholic seduction.
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It is all the more interesting that the protagonists quoted here are nearly all Protestants, a group seemingly more prone to the epiphanies offered by the idols of art venerated in a quasi-religious manner.
The case of Böttiger, who discovered through the illumination only detested restorations, runs contrary to this model. 1 3 H a n s C h r i s t i a n H ö n e s 
Figure 7
Candelabrum, in: Becker, Augusteum, plate V (photo: author). The torchlight acted as a sober and more scientific form of illumination. deeper artistic values of the objects. Tieck wrote that he "described mainly superficial and negligible aspects, but didn't penetrate the deeper artistic meaning of the artworks." 33 They, too, were missing the enlivening Promethean touch Böttiger himself had not found.
For Böttiger, the statues' real presence inhibited a perception of their "ideal presence,"
as Lord Kames would have called it. But for this ideal presence it was a prerequisite to have an imaginative free space. Only then would the beholder be able to fall in the "waking dream," a "kind of reverie" that Kames defined as the characteristics of an "ideal presence." 34 Winckelmann was able to enjoy antique art in just this way, paradoxically because it was damaged and long-time past. 35 His most emphatic descriptions were dedicated to statues that were conserved only in fragments, as, most famously, in the case of the Torso Belvedere -one of the rare antiques that had never undergone restoration and was always preserved as a fragment. The non-finito of the statue is the pre-condition of the imaginative expansion Winckelmann so masterly evoked. The best visual adoption of this thought may be seen again in the already-mentioned frontispiece of the German journal Der Torso. Only in view of the blank spaces could the beholder's eyes get a starting point for his purely imaginary reconstruction. Again, with this creative re-imagination of the animating work of the artist, the beholder became a true Pygmalion himself.
But not only did the fragmentary state of preservation open the way for antiquarian imagination; it also guaranteed that the beholder could hold a piece of "pure" antiquity before his eyes. And it was exactly this of which Böttiger was unsure. Even filtering out the true, unrestored core of a sculpture (a discrimination in certain cases already visualized in 1 5 H a n s C h r i s t i a n H ö n e s the illustrations of the catalogues of the Dresden gallery (Fig. 8) , even before the restorations were finally removed) did not prove successful. 36 In more than one case, Böttiger had to admit that the first restorations were most probably already made in antiquity. The monolithic view of "the" antique as an extemporal asylum of a pure and perfectly well-ordered world collapsed with this insight. The antique already produced temporally multi-layered objects, and their histories reached out to the present.
Böttiger thus lacked the experience of historical distance to the antique that his contemporaries both felt and bridged by various devices of imagination. Paradoxically, he failed at perceiving the godly presence of the antique, because he realized that the sculptures were more contemporary then he wanted them to be. In admitting that some restorations were already made in antiquity, Böttiger had to realize that the Ancients were in no way better than the moderns; their behaviour may have been, in fact, quite similar to what Böttiger witnessed in his own, debased present. Antiquity thus lost its character as a utopian past but rather appears very modern, in some respects. The "object biographies" of the antique statues present themselves as a series of restorations, going on uninterruptedly from the time of their making through the present.
Nevertheless, this shape of time does not seem to be the same as a concept of "survival" that might be associated with authors such as Richard Payne Knight or Karl Philipp
Moritz. 37 According to the latter, in mythology (and mythological artworks), there is a "secret trace leading back to the oldest, long lost history" to be found. 38 The history of art, therefore, is to be understood as an uninterrupted thread leading back to the origins of art. Moritz's "traces" were quite literally illustrated by a mode of depiction that is conceivably different to the three-dimensional plastic forms Böttiger encountered. His Götterlehre was illustrated by outline engravings (Fig. 9 ) -a popular style that corresponds neatly with the idea of a "trace," a surviving remnant of the former abundance of classical beauty. H a n s C h r i s t i a n H ö n e s 
Figure 9
Jean Joseph Tassaert after Asmus Jakob Castens, Apollo, from Karl Philipp Moritz, Götterlehre (Berlin:
Unger, 1791), 325 (photo: University Library Heidelberg). 1 9 H a n s C h r i s t i a n H ö n e s These ideas are profoundly grounded in the platonic assumption that the traces present in the visual manifestation of the artwork lead back to no "real things," but pure ideas. As
Moritz wrote, the traces of the original myth "stand outside any context with the real things."
But these "real things" were the ones with which Böttiger was confronted. Their material presence hindered him from seeing them as purely spiritual, purely antique, apparitions.
In fact, already naming the sculptures depended on their multi-layered history. The best example is the much-praised statue of the above-mentioned "Aesculap," today interpreted as a Zeus by Phidias (Fig. 11) . His identifying (and name-giving) attribute, the snake-entwined staff, was a baroque addition. The torchlight revealed that the antiques, from the beginning, were palimpsests, a body of stone that had more than just one place in history (even in antique history). The statues appeared to be anachronistic in themselves; they had already experienced too much history to be viewed as purely spiritual anymore. When Winckelmann was weeping over the trace of his departed lover, he had only a memory image left, but this image was entirely his own -memories don't have to be shared. The restored statues
Böttiger saw had, on the contrary, uncounted lovers. These innumerable Cavaceppis penetrated the statues' formerly pure marble with their dirty hands and left their marks.
Böttiger, living in the poorest state of modern history, was put off by "modern botch, mated with antique artworks in an incomprehensible manner"; the "molested images" had lost their innocence." (photo: author).
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Figure 12
Minerva, in: Becker, Augusteum, Plate XIV (photo: author).
